Pine trees were frequently depicted and celebrated by nineteenth century English artists and travellers in Italy. The amateur artist and connoisseur Sir George Beaumont was horrified to discover in 1821 that many Roman stone pines were being felled and paid a landowner to preserve a prominent tree on Monte Mario. William Wordsworth saw this tree in 1837 and celebrated that it had been 'Saved from the sordid axe by Beaumont's care'. Pines continued to be painted by amateurs and professionals including Elizabeth Fanshawe, William Strangways, Edward Lear, John Ruskin. These trees were also an important element of local agriculture; in parts of Liguria they were grown in vineyards in an unusual type of coltura promiscua providing both support for the vines and fertiliser from pine needles; in Tuscany and Ravenna pine plantations and forests were an important source of pine nuts. In this paper we combine the analysis of local land management records, paintings and traveller's accounts to reclaim differing understandings of the role of the pine in nineteenth century Italy.
The sonnet reinforced the importance of the pines of Rome for literary British visitors. Sir George's action in saving a single tree appeared to have influenced others to conserve the Roman pine trees. Wordsworth noted that several Roman villas had in recent years 'passed into the hands of foreigners' who he noticed had 'taken care to plant this tree, which in course of years will become a great ornament to the city and to the general landscape' (Knight, 1896 pp. 58-9) . Sir George Beaumont's action in saving a single, prominent pine which was a crucial part of a well-known landscape view is a very early example of practical landscape preservation. But it also allows us to explore the complicated relationship been artists and the trees and landscapes they painted.
There is now a long and well established tradition of historical and cultural geographers and landscape historians using art as a way of understanding past landscapes (Landscape and topographical art if placed in a historical and cultural context, can provide important insights into the way that land is managed and understood (Berger, 1972 , Barrell 1980 , Cosgrove and Daniels 1988 , Piana et al 2012 . The importance of trees within landscape history, and the changing relationship between humans and trees, has received considerable attention in recent years (Hooke, 2010; Watkins, 2014) 
Italian pines
The identification and classification of Mediterranean pine trees has long been problematic but recent advances in genetic analyses have helped to clarify the origin and distribution of different species in Europe (Kirby and Watkins 2015) . There are eleven species of pine in the Mediterranean Basin (Fady 2012) . Three of these, Pinus halepensis (Aleppo pine), Pinus pinaster (maritime pine) and Pinus pinea (stone pine), grow well in coastal situations and are the main species discussed in this paper.
Sir George Beaumont's favourite tree was a stone pine (Pinus pinea) which is widespread across Mediterranean Europe from Spain through to Lebanon. Vendramin et al. (2007) carried out genetic analysis of 34 populations of Pinus pinea and found that it was 'truly exceptional among widespread, sexually reproducing plant species for its low level of genetic diversity'. A possible explanation is that at some stage in its history the species suffered a wide-ranging decline and became limited to a single, geographically-circumscribed population. This prolonged demographic bottleneck may have been exacerbated by their seed dispersal mechanism, which contrary to most pines, is dependent on mammals and birds rather than wind dispersal. The 'scarcity of seed dispersers during critical periods of the species history' may then have reduced the ability of the tree to move to new territories and made it 'more susceptible to range contractions' eventually influencing its genetic diversity.
From around 3000 years ago when humans started to plant and cultivate the tree because of the value of its pine nuts the species became widely spread throughout the Mediterranean. The survival and distribution of the stone pine became inextricability linked with human settlement and cultivation. Puglisi et al. (2000) examined the genetic structure of nine 'natural' populations of this pine growing in Apulia, Calabria and Basilicata. They combined this analysis with charcoal data from archaeological sites and concluded that there was a strong possibility that these populations of trees could have been introduced by Greek colonists to southern Italy. The importance of the seeds of pine in commerce is confirmed by research on the persistence of the cultural landscape in Campania before the 472 AD Vesuvius eruption which found that pine cones and scales were 'the most frequent fruit in the Neapolis' harbour sediments (1st c. BC -5th c. AD) testifying also its trade and the wide use of this fruit. ' (Allevatoa et al 2012, p. 404) . Martínez and Montero (2004) contrast the certain evidence that the stone pine 'is an autochthonous species to the Iberian Peninsula' with the conflicting evidence about whether the stone pine is native to Italy (Agrimi and Ciancio 1994).
Modern questioning of the 'naturalness' of stone pines is reflected in the classical authorities. Theophrastus noted that people distinguished between 'the wild and the cultivated kinds' and described the stone pine as a cultivated tree. (Hort 1916, Vol 2, p. 211 [Theophrastus, 3.9 .1])
Pliny describes 'the largest fruit and the one that hangs highest is that of pine-cones' and identifies four types of pine kernels (Rackham 1945, Vol 4, p. 313 [Pliny, Book XV, IX] ). These authorities were often referred to by English writers on trees in the eighteenth and nineteenth centuries and provided a basis of knowledge for travellers.
William Gilpin (1724-1804) whose picturesque tours were influential in the late eighteenth century described trees from the perspective of an artist in his Remarks on Forestry Scenery of 1791. He noted that young stone pines promised little 'in terms of picturesque beauty' but that as they matured their 'picturesque form increases fast' and praised the 'easy sweep' of the pine's 'lengthening stem' a 'gentle deviation' which was 'very graceful; and above all other lines difficult' for the artist to imitate.
He noted that the foliage of the stone pine 'instead of breaking into acute angles, like many of the pine-race, is moulded into a flowing line by an assemblage of small masses.' He considered that one of the 'beauties of the stone-pine' was 'that as the lateral branches decay, they leave generally stumps, which standing out in various parts of the stem' broke the continuity of its lines. Gilpin recognised that the stone pine was 'not indigenous to our soil, but like the cedar, it is in some degree naturalized; tho in England it is rarely more than a puny, half formed resemblance of the Italian pine.' Indeed he felt that 'The soft clime of Italy alone gives birth to the true picturesque pine. There it always suggests ideas of broken porticos, Ionic pillars, triumphal arches, fragments of old temples, and a variety of classic ruins, which in Italian landscape it commonly adorns.' An early nineteenth century editor of Gilpin confirmed that the stone pine 'is quite associated in our minds with Italy, and her magnificent remains. ' (Gilpin 1791, pp. 79-80; Lauder, 1834, I p. 169.) Notwithstanding Gilpin's praise of the stone pine, the great nineteenth century arboriculturalist John Claudius Loudon thought it unlikely that he had ever seen a living tree. The stone pine had probably been introduced to England in the mid sixteenth century and Loudon noted that 'as the seeds are easily procured from Italy, it had been frequently planted in collections.' However, because of its susceptibility to frosts and slow growth it 'has been generally choked by other trees, so that good specimens are rarely to be met with in English plantations.' Loudon thought Gilpin, who had never travelled in Italy, must be alluding 'chiefly to what he had seen in prints or pictures.' Alternately, he wondered whether Gilpin may have mistaken the Pinus pinaster, which grew quite well in Britain, with the Pinus pinea and noted that this confusion remained in the nineteenth century as from 'specimens and dimensions that have been sent to us from different parts of the country, we find that the pinaster is very frequently supposed to be the stone pine. Indeed it may be considered as the stone pine of Britain.' (Loudon 1854 V 2228-
2230)
The uncertainty over the identification and distribution of the stone pine remained in the early twentieth century. Elwes and Henry (1906-13 5 pp 1120-2) point out that while it is 'native of the Mediterranean region' it 'has been extensively planted for centuries, and it is difficult to ascertain whether existing woods are natural or artificial in many localities.' They consider it be 'wild at intervals on the west coast, from Genoa, where it occurs on the low hills, to Ostia, mainly growing on sandy plains in mixture with P. Pinaster.' Most visitors to Italy will not have been particularly interested in the naturalness and precise identity of pines; they did however, relish exotic and foreign trees, such as pines and cypresses, which to them became closely associated and emblematic of the Italian travels.
Drawing Roman pines: Claude and his influence on British artists
Sir George Beaumont's education and travels are of significance in understanding his fascination with landscape painting and his love of The drawing has been celebrated for Claude's penwork which 'tended to be extremely fine, particularly when he depicted pine groves.' (British Museum Curator's comments for Oo,7.230; Roethlisberger, 1968, 395) .
These pines do not appear to be stone pines: the straight form of the tree trunks in this drawing are more like the maritime or Aleppo pine, which grow on the coast. By contrast, his drawing of a pine tree c 1665 with two figures standing beneath (Plate 4; Oo,7.179; Roethlisberge, 1968, 903) shows the characteristic shape of a maturing stone pine tree and the type 'dominating noble pine trees that occur frequently in his later oil paintings (Roethlisberger 1968, p. 337) . These drawings show not only that Claude drew from nature but that he was able to represent convincingly the shape and form of different species of pine tree. Guiccioli his mistress and 'plunged far into that lovely forest, and stayed there for hours to breathe in its wholesome fragrances. They dismounted and seated themselves beneath the umbrella pines, inhaling even more deeply the aromas of the resinous trees, which swayed in cool breezes from the sea. ' (Guiccioli, 2002, p. 153; MacCarthy, 2002) . 399-406.
